In recent years, a series of important publications has offered new questions and interpretative proposals concerning the formative presence of materials and conceptions of materiality in medieval culture: medievalists, generally, and historians of medieval art and material culture, more specifically, seem to be having a materialist moment. 1 Across the disciplines, it has become difficult to think or talk about the Middle Ages without confronting the material res-be they materials, objects, or works of art and architecture-handled, literally and conceptually, by medieval people and, increasingly, by modern scholars. Indeed, in 2102 the programs of both the College Art Association Annual Conference and the International Congress on Medieval Studies (Kalamazoo) revealed that materiality has emerged (or reemerged) as an important point of convergence among art historians working on the Middle Ages across a range of subfields and in relation to many different media. 2 There is, perhaps, something painfully obvious about this material turn. Historians of medieval art and architecture, as well as medieval archaeologists, have traditionally been sensitive to the material constitution and character of our chosen objects of study. Foundational art historical practices, such as connoisseurship, traditionally privileged modes of attention to the material specificity of works of art, stressing the significance of the choice of materials, of facture, and of physical condition as crucial criteria in the dating, localization, authentication, and-more broadly-interpretation of works of art. Art historians, in this sense, have always been "materialists," if by that qualifier we intend not any specific ideological or conceptual commitment or account but, rather, a more general, and various, interest in historical works still present to us by virtue of their enduring, material forms.
Nonetheless, for several decades art historical and medievalist interest in models of vision and visuality have privileged the optical over the tactile. This emphasis has yielded important insights into medieval visual culture and the interplay between devotion, theology, ideology, and the languages of power, organized in relation to issues of visibility, visuality, and visionary experience. 3 Questions concerning the role of the material in medieval visual economies did not cease to be posed, but they were often pursued either as heuristic auxiliaries to arguments focusing on medieval forms of visuality or else were elaborated, more narrowly, in relation to specific historical practices, not least the phenomenon of spolia. 4 The present rediscovery of medieval materiality, material culture, and the materials of medieval art making is an exciting development, but it must be acknowledged it is also, in certain respects, a return to foundational categories of art historical analysis, indeed of historical analysis, writ large. And this material turn among medieval art historians has a strangely belated quality, for it follows in the wake of several decades of preoccupation with materiality, materialism, objects, and things among scholars in adjacent disciplines and periods.
Indeed, scholars in other periods-particularly scholars working on literature and the history of science and technology-have developed an extensive set of analyses in relation to materials and materiality for some time. 5 Following the landmark new historicist accounts of Stephen Greenblatt and Catherine Gallagher, literary, cultural, and social historians have foregrounded the presence and significance of things, objects, and materials in their primarily textual objects of study. 6 From the mode of analysis pioneered by Bill Brown under the rubric "thing theory" 7 to "new new historicist" investigations of clothing, food, and stage props, historians of literature and culture have mapped the "foreign country" of the past as a landscape populated by objects and things. 8 Yet, strangely enough, many such accounts would seem to describe an object universe in which the category of the material does important work but remains paradoxically intangible: a specter conjured by scholarly prose, uncannily free from dimension, weight, heft, and surface values. Things (res), objects, and materials in these analyses, at times, seem to be made of counterfactual stuff, divested of precisely those properties that art historians recognize as constituting historical objects and monuments as difficult, compelling, and specific presences, potentially charged with meaning, not as a surplus value, but as a direct and irreducible effect of their materiality and facture.
How, then, might object-and monument-focused accounts of medieval res and significatio (thing and meaning) be pursued anew by art historians invested in understanding how matters and materials mattered in the Middle Ages? This special issue of Gesta proposes a variety of responses to that question by way of a detour in a seemingly paradoxical direction: the critical account of medieval Dingbedeutung (thing-signification) developed by the German philologist Friedrich Ohly ( Fig. 1) . Emerging, in part, from a session at the 2012 College Art Association's annual conference devoted to the topic of res et significatio, or the material sense of things in the Middle Ages, the essays that follow respond to an invitation to take Ohly's analysis of thing-signification in the Middle Ages as a point of departure for their own explorations of how materials, material things, or materiality per se made meaning in the Middle Ages.
Ohly's work offers a powerful account of how res and significatio were understood to exist in a dynamic, shifting, profoundly creative, and even salvific relation during the Middle Ages. His explorations of medieval hermeneutic economies provide an epiphanic perspective on the interdependence and mutual illumination of object and logos, thing and theology, physical qualities (or properties) and the transformative power of metaphor, allegory, even anagogy in medieval culture. Ohly, we suggest, is a philologist (taking that term extensively, as he intended it) whom medieval art historians should be reading, perhaps now more than ever.
Friedrich Ohly (1914 Ohly ( -1996 , Curriculum Vitae From 1932 until 1944 Ernst Friedrich Ohly studied Germanics, Greek philology, and history at the universities of Frankfurt am Main, Vienna, and Königsberg. 9 His teachers and mentors included the distinguished Latin philologist Otto Schumann; Paul Hankamer, the eminent literary critic and historian of German literature; and Julius Schwietering, a pioneer in the field of modern folklore studies. Ohly was compelled to abandon his studies at Königsberg in 1936 after he galvanized a group of students to protest the firing of his adviser, Hankamer, who had "participated in various forms of resistance" to the Nazi Party in Germany. 10 For his actions, Ohly was brought before the National Socialist-controlled student body, was deprived of his financial support, and asked to leave the school. Returning to his home city of Frankfurt, Ohly undertook the writing of his dissertation-an investigation of the sources and structure of the Kaiserkronik-under Schwietering.
which his work was denounced by the Nazi supporter and literary scholar Frank Koch for its inclusion of the work of Jewish scholars, Ohly was recalled to active service and sent to the eastern front in 1944. 14 In the same year he was taken prisoner in Rumania and interred in a Russian work camp for nine years.
During his time as a prisoner of war, Ohly taught himself the language of his captors using a Russian-German dictionary obtained surreptitiously from a bookstore while he was in Stalingrad as part of a forced work crew. As the memorial notice in Speculum recounts, with this bilingual dictionary in hand, Ohly "began one of several feats of thwarting the inhumanity of the prisoner-of-war camp with humanistic activity." 15 Indeed, while a prisoner, not only did Ohly translate Pushkin and Lermontov into German, but he also collaborated on a poetic anthology with a fellow prisoner, the classicist Heinrich Dörrie. Together they solicited contributions from the memories of other prisoners, transcribing recited verse ranging from Homer to contemporary German satire on paper sacks that had held cement. From this cement sack exemplar other manuscript copies were made, written on cigarette paper, bound with scraps of prison clothes, and circulated as small, hand-held volumes among the prisoners. Later in life, Ohly would say that during the years of his imprisonment, it was poetry, as much as food, water, and shelter, that kept him alive. 16 Finally repatriated in 1953-after refusing to work for the Communists in Germany, a decision that would have shortened his sentence considerably-Ohly became associate professor at the University of Frankfurt in 1954, after first accepting a lectureship there. In 1956 he came to the United States as a visiting assistant professor of Germanics at the University of Chicago, returning to Germany in 1958 as a full professor at Kiel. On the occasion of his inauguration at Kiel, Ohly delivered the groundbreaking lecture "Vom geistigen Sinn des Wortes im Mittelalter," now available in two English translations. 17 In this text Ohly delineated the contours and aims of the scholarly project that would occupy him until his death in 1996.
Employing a comparativist approach to historical philology and allegory, Ohly elucidated the medieval doctrine of significance (significs)-the meaning of things in the world as expressed through words-as a central hermeneutic enterprise and object of study for interdisciplinary medieval studies. Leaving Kiel for Münster in 1964, Ohly established the influential research group Der Sonderforschungsbereich 7 (Mittelalterliche Bedeutungsforschung) with the historian Karl Hauck in 1968. 18 This research group was based in the Institut für Frühmittelalterforschung (founded by Hauk in 1964) until 1985 and provided an institutional and intellectual home for Ohly's community of students and colleagues as they pursued the ambitious project sketched in Ohly's inaugural Kiel lecture into new fields, including theology, the natural sciences, and art history. The results of these projects were published in Früh-mittelalterliche Studien, which remains an active repository of groundbreaking work on art history and medieval studies more generally. 19 A sense of communal activity-forged, no doubt, while imprisoned in Rumania and poignantly epitomized by the compilation of the poetry anthology written on cement sacks-propelled Ohly to investigate new avenues of research in medieval significs as a humanistic activity. In his own words, for a philologist, "the enduring dialogue in history about what is enduringly human" revealed "in the arts possibilities of human existence becoming reality, in forms charged with meaning." 20 Ohly's students continue to develop his vision for a thoroughly interdisciplinary cultural philology in new fields of research and in new collaborative projects that have borne fruit in a series of works, including the Handbuch der Farbenbedeutung im Mittelalter, edited by Christel Meier-Staubach and Rudolf Suntrup, and the Lexikon der Mittelalterlichen Zahlenbedeutungen, edited by Heinz Meyer and Suntrup, that attempt to collate and make available to scholars vast semantic fields organized in relation to major medieval topoi. 21 At Münster, and by way of the continuing influence of his writings, Ohly's dream of the "renewal of philology" as an aesthetic science (Kunstwissenschaft) remains an ongoing project, and one in which art historians might yet play an important part. 22 
Friedrich Ohly's Sense of Things
Over the course of a long career, Ohly mined medieval sources, largely textual, for what they might tell us about the period's conception of Dingbedeutung, the signifying potential or actualized meaning of res, taken expansively to include materials and objects, but also what we might ordinarily identify as the properties of things: number, color, taste, tactile character, and so on. 23 To invite medieval art historians to consider and respond critically to Ohly's thought as a point of departure for more focused, local examinations of how materials-and materiality-mattered meaningfully in the Middle Ages, provokes the question: What does the work of a German philologist, deeply invested in traditions of textual exegesis, offer the practice of art historical interpretation? The essays that follow pose this question implicitly or explicitly and respond to it variously. In this introduction, we take stock, if all too summarily, of the contours, stakes, and insights offered by Ohly's understanding of medieval significs, specifically as it engages the question of how res participate in a larger medieval economy of significatio.
Ohly's account of medieval significs is propelled primarily by what he uncovered in medieval texts belonging to a tradition of scriptural exegesis, broadly construed, dating back to the patristic era. Among the works of Hrabanus Maurus, pseudo-Hrabanus, Adam Scotus, Richard of St. Victor, Hugh of St. Victor, Hugh of Folieto, Alain de Lille, and Peter of Poitiers (to name just a few of Ohly's sources), he found a sustained commitment not only to an exegesis of words but also to an exegesis of the things (res) to which they referred. Attending closely to this ambitious textual tradition of exegesis, in medieval texts Ohly discovered a shared project to elucidate both sacra scriptura and those divinely authored creatura that make up the natural world. In the Middle Ages, Ohly revealed, it was not only sacred writ but also the flora, fauna, minerals, and elements-spelled out in the letters of sacred scripture but no less phenomenally present in the lived experience of medieval thinkers-that signified spiritually.
It is difficult to overstate the importance of Ohly's clearsighted and compelling reading of his exegetical, encyclopedic, and literary sources. While medievalists before and after Ohly had recognized the profound influence of metaphors of textuality in medieval culture-one need only recall Ernst Robert Curtius' magisterial essay "The Book as Symbol" in his European Literature and the Latin Middle Ages-it was Ohly who fully articulated the persistent, irreducible presence of the material within metaphoric, semiotic, and theological conceptions of the verbum or vox in the Middle Ages. 24 Quoting Richard of St. Victor (d. 1173), Ohly insisted that for medievals, "non solum voces, sed et res significativae sunt" (not only the sound of words, but things carry meaning). 25 Taking this precept seriously, Ohly's analysis foregrounded the connection between text and world that animated not only medieval reading and exegetical elaboration of scripture but also the manifold ways in which medievals understood the world to be implicated in privileged texts and-no less-the natural world to be available for exegesis in a complex, sacredly signifying manner.
The axiom res significativae sunt led Ohly's chosen sources to insist on the irreducible material character of the things referenced by scriptural voces. Accordingly, they invited their audiences to a sustained, empirical engagement with these res, signified verbally by words but also encountered as empirical presences in the world. This was a mode of creative hermeneutics, Ohly argued, with powerful spiritual implications in the Middle Ages. So, as Ohly elucidated, for medievals the sound of the word (its vox), referring literally to a thing in the world (e.g., a stone), could, in that act of reference, redirect the listener or reader to an actual, material res in the world (a physical rock) possessed-in its own right-of significatio, even, in Ohly's terms, of a sensus spiritualis. 26 Working from verbal sound to its notional referent and from that referent to the named thing as it is present as a material res in the world, medieval exegetes and their audiences cultivated an apprehension or apperception of significationes located beyond the phonemic presence of the word and its conventional mode of reference or evocation. In Ohly's account, this hermeneutic engagement with things-framed but not coterminous with an exegetical immersion in the language of scripture-was a profoundly medieval undertaking. It was, he wrote, "the task of the Middle Ages to reveal the meaning of the essence of things comprehended in this manner." 27 This mode of semiotics was hardly an invention of the twelfth century, the period from which Ohly derived so many of his textual authorities. Its fundamental operation-the hermeneutic conjoining of world and writ-was programmatically set forth by Augustine in a locus classicus not only of the medieval exegetical tradition but also of modern scholarship. Exhorting his readers to the "knowledge of things" as well as the "knowledge of signs," 28 Augustine described the empirical world as an essential intertext for Christian understanding of scripture:
Ignorance of things makes figurative expressions unclear when we are ignorant of the qualities of animals or stones or plants or other things mentioned in scripture for the sake of some analogy. The well-known fact about the snake, that it offers its whole body to assailants in the place of its head, marvelously illustrates the meaning of the Lord's injunction to be as wise as serpents [Matt. 10:16] , which means that in place of our head, which is Christ [Eph. 4 :15], we should rather offer our body to persecutors, lest the Christian faith were killed within us, if sparing our body we deny God. . . . Just as a knowledge of the habits of the snake illuminates the many analogies involving this animal regularly given in scripture, so too an ignorance of the numerous animals mentioned no less frequently in analogies is a great hindrance to understanding. The same is true of stones, herbs, and anything that has roots. . . . Nor on any other grounds is it easy to understand that unbroken peace is signified by the olive branch brought by the dove when it returned to the ark [Gen. 8:11], unless we know that the smooth surface of oil is not easily broken by another liquid and also that the tree itself is in leaf all year round. 29 Focused on a rigorous mode of reading scripture, in this passage Augustine does not urge his audience simply to find "tongues in trees, books in the running brooks, sermons in stones, and good in everything." 30 Instead, a thinking, pedagogical engagement with the physical, created world is promoted as a kind of auxiliary discipline, enlisted to exegetical aims. The Augustinian precept that observation and knowledge of creatura are essential to the reading of scripture, with all that entails in moral and spiritual terms for the Christian community, nonetheless laid an influential foundation for appropriation of the natural world as a kind of material and phenomenal text by later medieval exegetes. It is that subsequent hermeneutic move, from an exegesis of scriptural voces for things to an exegesis of the things themselves, that fascinated Ohly and elicited his own scholarly exegesis.
If reading scripture's nouns in context was difficult work, demanding rigorous hermeneutic protocols, as Augustine's De doctrina christiana (397-426) and De Genesi ad litteram (401-15) dramatize, what would it mean to read a divinely authored world in which things might not simply exist but also communicate? Contrary to many modern habits of thought, for medieval exegetes, the problem was not so much the opaque literality of the material world but its potentially overwhelming polysemy, as read through the lenses of scriptural citation, typological argument, etymology, analogy, and allegory. Ohly elucidated medieval perceptions of the potential hermeneutic polysemy of a given res by way of the inventory of the twelve significationes of lapis (stone) found in the Distinctiones monasticae: "The stone is said to be Christ, and the virtue of the angel, and the bride of Christ, a just man, justice, the carnal sense, and wicked behaviour, a grievous sin, an evil spirit, a false Jew, a true gentile."
31 Lest we assume, as so many before Ohly had, that the hermeneutic at work in this passage amounted to a more or less mechanistic or reductive "A signifies B" coding or decoding that began and ended in the world of the noun, Ohly-together with his medieval authorities-insisted:
The signification of a thing at a given moment is determined by the property of [the] thing which is brought into play, and the context in which the particular word appears. The signification of the word is exhausted with regard to the thing. The thing, on the other hand, has a universe of signification, which stretches from God to the devil and which is potentially present in everything which is designated by a word. 32 If the conjunction of letters forming the written word or the spoken sound "lapis" is readily accounted for, or "exhausted," in a gesture of reference to a lithic res, according to Ohly the medieval signification of res is radically extensive, at least in potentia.
As Ohly gestured toward a medieval world of words and things mutually implicated in a potentially infinite regress of signification, he also emphasized the protocols governing this hermeneutic project, limits defined by contingent contexts and material and phenomenal characteristics-the invoked properties of things (die am Dinge herangezogene Eigenschaften)-that restrain interpretation from an abyss of free, indefinitely extended association. Ohly emphasized the determinative role played by properties in the economy of thing-signification (significatio rerum) via Peter of Poitiers (ca. 1130-1205): "Indeed, as many properties as every res possesses, so many utterances [linguas] suggesting something spiritual and invisible to us does it have, according to whose diversity even acceptance of the name [or noun; nominis] itself varies." 33 Crucial empirical and hermeneutic criteria, the properties of things delimit the "mute" predication of creatura and the abstractive play of exegesis. 34 The correspondence between the naming of the res and its apparent (or invisible) qualities and the sharing of certain properties (such as color or taste) among different resall these characteristics of the res play a part in the revelation of the material sense of things within the exegetical tradition explored by Ohly. So too, he suggested, the exegete's privileging of certain properties over others in the descriptive constitution of a res is itself a form of artful agency, a bringing "into play" of certain sensible characteristics or behaviors of a res that does crucial, creative hermeneutic work. 35 Thus the medieval theory and practice of significatio rerum that Ohly elucidated is a mode of signification or meaning inseparable from the specific being of things themselves, a significs generated or predicated in relation to the material, visual, tactile, even gustatory specificity of each res, mediated by exegesis, and guaranteed by a divinely authored cosmos. Within this dizzying, even intoxicating economy of thing-signification, Ohly repeatedly draws our attention to a form of medieval hermeneutical ascesis that starts from close observation or description of the material res before proceeding to its world of meaning. Citing the Anonymous of Clairvaux, Ohly offers a glimpse of this interpretative practice as it engages the material res of "dew": "Dew descends invisibly, cools, fructifies; clear, sweet; with moderate warmth it dries up; softens the earth, pleases the seed; flows at night and in silence, bit by bit and here and there." 36 Here an inventory of the properties, qualities, and phenomenal character (or behavior) of dew acts as a kind of thesaurus: a collection of verbal predicates and a treasury of latent significationes. Framed by Ohly's wide-ranging and still, we would suggest, fresh perspective, the anonymous medieval exegete's ekphrasis of a cool, translucent drop of water in the world anticipates the search for words to describe things that lies at the heart of art historical practice.
Twelfth-century texts dominate Ohly's corpus of exegetical sources, but the hermeneutic phenomenon he investigates continued. Indeed, we find a new formulation of the underlying notion of the legibility and signification of the material world, couched in recognizably Aristotelian terms, in Robert Grosseteste's thirteenth-century commentary on Ecclesiasticus 43: 1-5:
since the species and forms and figures of things are like a kind of writing, and the sensible causes, up to the reasons [rationes] in the divine mind, are like certain spoken words, the speeded course [Ecclesiasticus 43:5] is in the words of the sun because in the forms, figures and species impressed by the sun, or drawn out through its efficacy, a course to the visible causes is prepared for human intelligence and inquiry, as if in its word, by ascending in sequence to the invisible things of God that are clearly seen, being understood through those visible things that were made [Romans 1 :20] . 37 Like Hugh of St. Victor and Peter of Poitiers before him, the bishop of Lincoln affirms the hermeneutic power of visible things in a divinely created world. Employing a model of apperception as well as a technical vocabulary derived from contemporary discussions of optics, perspectiva, and Aristotelian natural philosophy, Grosseteste describes a world illuminated by sunlight into startling, spiritually ascendant legibility.
Over the course of his career, Ohly drew on a range of textual sources, not simply the Latin exegetical tradition magisterially elucidated in his inaugural lecture at Kiel but also traditions of vernacular commentary and poetic composition, in order to develop an expanded practice of philology, capable of responding to the complexity, creativity, and beauty of medieval significs. 38 Nonetheless, one cannot fail to remark on the role played by a divine auctor in implicitly or explicitly guaranteeing the semantic plenitude and polyvalence of scripture and the world alike within the tradition of thinking about Dingbedeutung that Ohly rediscovered.
But what of works made by human hands in this economy of material meaning? While Ohly paid serious attention to natural materials often encountered in works of art and material culture, including important studies of the pearl in medieval thought and literature (as Beate Fricke discusses in her contribution to this issue), and while he advocated a more expansive vision of medieval typology that recognized extrabiblical forms of typological argument and allegoresis, he consistently hewed to a classically exegetical line, focusing on natural creatura rather than the creations of the artist or artisan. There is good reason, however, to believe that medievals may not have been as circumspect in their choice of exegetical objects.
To take but one illuminating example: the Middle French text Les nouueletez du monde invites its audience to meditate seriously on the significance of seemingly trivial newfangled things: buttoned robes and multicolored stockings.
by the robes with which bodies, which are instruments for doing all works, are clothed, we understand the holy occupations and the good works that a reasonable creature-that is, man-must do to please his creator and to purchase an eternal reward. And by the buttoning of the robe, which is open in the back and sits on top of [the other] robe, we understand the vanity and pleasuretaking of the world, with which the devil buttons up the works of those men and women who strive more to please the world or some creature with their works, than their creator. . . . by the colored stockings, with which legs and feet-which are man's lowest extremity [la derreniere partie] and by which he is joined to the earth-are clothed and hosed, we understand the remembrance of death. And as a sign of this, the socks that men were commonly wont to wear used to be black. But nowadays, they are colored with diverse colors. By this we understand the delights, riches and honors of the world, that take from man the remembrance of death and of the judgment of conscience [l'avisement], as well as the proper pursuit [l'adrecement] of his salvation.
39
Created not by God but by skilled artisans, the objects subjected to a moralizing exegesis in this vernacular tract are banal, quotidian things. To take them seriously, as the text does, is to recognize an expanded field of materialist hermeneutics, a medieval vision of the world in which not only creatura but also artifacta and ornamenta might signify, even in tropological or soteriological terms.
Ohly's Vision of Medieval Art
For Ohly-as, perhaps, for many art historians-the challenge and pleasure in studying medieval artworks lie in their hermetic character. At times, medieval works may puzzle us iconographically, yet their sensual properties and facture demand our attention and invite us to examine how materials, forms, and subject matter collaborate in generating complex economies of presence and meaning. It was this attraction and difficulty of medieval art that Ohly evocatively characterized "as the charm of both seductive promise and hermetic denial." 40 Given this recognition of both "promise" and "denial" in encountering
What are we to make of Ohly's privileging of forms that are readily elucidated by reference to textual sources, and his relative neglect of forms that signify otherwise, either by a kind of autonomous predication or else primarily by intervisual or intermaterial means? Then, too, what are we to make of his argument concerning colors as properties of things and not things themselves, a vision of color that necessarily led Ohly to neglect those cases in which pigments or other incorporated colored elements signify intervisually or intermaterially across different works of art or even within a single polychromatic or mixed-media object? In short, can Ohly's thought contribute to our understanding of those works of art and material culture that produce meaning-or presence as meaning-in ways that diverge from textual traditions of exegesis and allegoresis?
We raise this point not to rehash disciplinary debates (i.e., formalism vs. iconography) but, rather, to pose an urgent question facing art historians, if we are to take seriously a cultural philologist's view of how medieval res mean: What place is there for artful objects, made by human hands, in Ohly's account of medieval thing-signification? Can we attend to the material, pictorial, haptic, and spatial properties of objects and monuments in relation to questions of signification without always turning to texts as a privileged means of elucidating historical meaning? What can objects and monuments tell us about the construction of meaning in the Middle Ages if we are unwilling to read them as substitutes for or subordinates of texts?
Our authors variously touch on a number of issues that emerge from an art historical engagement with Ohly's writings, issues that warrant foregrounding here. First, as Christina Normore and Beate Fricke explore variously, the relation of words to images and objects and, more particularly, the semantic control words are understood to exert over images. Second, the idea that works of art were a means to a spiritual end and the relative neglect of the meaning(s) they encode as autonomous, aesthetic objects, questions that Herbert Kessler and Amy Powell consider further. And third, Ohly's reservations regarding not only formalism per se but also contemporary interpretations produced under the aegis of iconology, a hermeneutic stance that distinguishes him from his contemporary Erwin Panofsky in several respects. 41 That Ohly was alert to these methodological issues is evident in a published lecture on typology in which he voiced the following assessment of art historical understanding of typology in medieval art:
Almost all the arts in the Middle Ages, from illumination, the art of the goldsmith, sculpture, and architecture to stained glass-and some even right down to the nineteenth century-reckon typological material among their subjects and developed some forms by which to represent it. Art history has not yet gone beyond iconographic study to make a systematic study of the possibilities of the language of forms by which typological connections are made visual. 42 This remark reveals an interesting tension in Ohly's thought regarding the recursive relationship between "the language of forms" and meaning. Throughout his writings a peculiar concept continually arises when he speaks about this relation: the notion of visible and material works of art as mute forms. To take one example, in the introductory passages of his seminal account of medieval significs in the work of Hugh of Folieto, he claims that in medieval art, "what is visible to the senses is a sign for something invisible that expresses itself mutely in what is visible." 43 This concept is critical for Ohly in establishing an inextricable bond between artistic forms-be they pictorial, architectural, or diagrammatic-and their spiritual signification as found in exegetical writings. The constant to-and-froing between the muteness of forms and their spiritual expressivity lies at the heart of Ohly's aesthetics, an aesthetics in which the spiritual meaning of a work of art-even its ordering of a spiritual world-is always its primary function, regardless of media or the individual specificity of its visual and material representation.
What, then, does Ohly mean when he notes the "muteness" of visible (and presumably material) forms? Given this perceived "muteness," how can he interpret how certain works of art signify? Take, for instance, the Annunciation miniature in the Sacramentary of St. Gereon from about 1000 (Paris, BnF, MS lat. 817, fol. 12), the point of departure for Ohly's consideration of color in medieval art (Fig. 2) . 44 For Ohly, "color" is not a res "but a property the interpretation of which has to be sought in the allegoresis of colored objects like precious stones, flowers, or animals." 45 Ohly's account passes over the manner in which the amorphous green form that dominates the pictorial space of the St. Gereon Annunciation structures the illumination spatially by providing a sense of depth in which the sacred narrative unfolds: it overlaps the top left portion of Mary's throne, forcing Mary into the extreme foreground of the pictorial space, in fact, beyond the foreground since she breaks the ground plane of the picture by standing on the illumination's virtual frame, creating a type of expressive effect Meyer Schapiro found to be common in medieval art. 46 Nor does Ohly discuss how the green form might draw the gaze into the picture; nor does he consider how it might act as a pictorial device designed to block a beholder's vision of the Incarnation-a precocious forerunner to the perspectival devices that Daniel Arasse has explored in later paintings of the Annunciation-thereby underscoring the problem of representing the ineffable or the invisible. 47 Rather, Ohly reads the green presence within the illumination as signifying "acceptance of the Annunciation in faith," 48 an interpretation he derives from several glosses that understand the green stone jasper as the "color of faith." 49 For Ohly, this undulating green form is "deobjectified": it makes no mimetic reference within the space of the image, nor does it describe the form of a cave, a cloud, or a grassy mound. 50 Freed from representation, in the ordinary sense, the passage of green pigment at the center of the painting "has acquired a life of its own that is only itself, in order, as such, to signify something," presumably, "something" else. 51 Thus isolated from the formal syntax of the Annunciation scene depicted in the manuscript, the color green is understood to qualify a passage of painting in terms of its chromatically instantiated spiritual signification. Ohly further analogizes this aspect of the indeterminate green form, comparing its presentation of a signifying greenness to colored panes of glass, which "do not have to be part of an objective pictorial body" to bear meaning. 52 While this reading is not without historical authority-consider Abbot Suger's description in De administratione (ca. 1141) of the blue glass in the Tree of Jesse window at Saint-Denis as "sapphire glass" 53 -we cannot help but remark how the vivid green form at the center of the painting structures the pictorial syntax of the page ( just as color often structures pictorial design in medieval windows) but also forcefully foregrounds the physical properties of the painter's pigments, prepared from minerals and other natural sources, within this representation of the Annunciation. In this image of the Incarnational meeting of divine form and exceptional human matter, the materials of painting are offered to the gaze in an insistently phenomenological and signifying fashion. Pace Ohly, as Powell demonstrates in her essay in this issue, color in works of art often does not only, or even primarily, index possible spiritual meanings; it can also index the thingness of painting.
Colors, in the irreducibly material forms of pigments and dyes, have histories, mythologies, and properties per se in the Middle Ages. Consider, for instance, Theophilus' account of de auro hyspanico (Spanish gold), a compound made from red copper, the powder of basilisk and human blood, and vinegar that takes on the character of gold in weight and color; 54 or the different types of green and their properties described in De diversis artibus (ca. 1125)-green earth, salt green, and Spanish green; 55 or that some medieval writers (e.g., Robert Grosseteste) understood the optical properties of green (and other colors) according to the Aristotelian scheme of the seven species of color; 56 or, finally, that green jasper, according to Albertus Magnus (ca. 1260), can "reduce . . . bleeding and menstruation . . . prevent conception and aids childbirth . . . keep the wearer from licentiousness." 57 In these instances, material thing and chromatic property are inextricably one and the same, but that ontological identity does not always coincide with or lead to the spiritual sense inventoried and celebrated by Ohly and his exegetical sources. This is not to say that Ohly's discussion of color signification is without merit: quite the contrary. His analysis of the thirteenth-century dove miniature in Hugh of Folieto's De tribus columbis (Paris, BnF, MS lat. 2495, fol. 2), originally composed in the late 1130s, pivots on the relation between the painted bird and its properties, as elucidated by Hugh of Folieto in the text itself (Fig. 3) . 58 Ohly provides a compelling analysis of both the painting and its larger spiritual signification, though, as Normore argues in her paper, this signification is complexly contingent, not least with respect to the beholder's reception of text and image.
The image is intricate: three concentric rings enclose the figure of the dove, each containing a commentary, Ohly argues, on the depicted dove, which, in turn, stands in for the scriptural dove evoked in the Psalms. Medallions occupy the four corners of the framed composition and provide textual interpretations of the four properties of the dove (the gold tail, the silver feathers, the wings of air, the body as sea); these medallions are encircled by narrower rings containing the text of Psalm 54:7-8: "Who will give me wings like a dove? And I will fly and I will rest. Behold I am wandering far off and I have remained in solitude." 59 The page is divided along its central vertical axis by bands of text describing the eyes and feet of the dove; and the entire picture is framed by a molding inscribed with Psalm 67:14: "When you rest easy in the midst of your sheepfolds, [you are] the wings of the dove covered with silver, and pinions of its tail shimmering pale yellow with gold." 60 In the first of two prologues to his work, Hugh of Folieto explains that he "did not just want to paint the dove to create a likeness, but also to describe it in words, to explain the picture with the text, so that even if someone did not like the simple picture, he could enjoy the interpretation of the text." 61 Framing his discussion of the image of the dove in terms of this authorial intention, Ohly similarly affirms that the picture's "function is to interpret the writing that forms the framework" and remarks that "[e]ven today, the picture on its own is still mute." 62 In this account, a medieval beholder would contemplate the pictorial composition through its texts and in that highly mediated fashion would come to consider the benefits of life inside the convent (vita contemplativa); otherwise the picture is mute.
Ohly's analysis, however, moves beyond the texts inscribed on the page, which he takes as his starting point to interpret the tropological signification of the biblical dove in medieval culture. To tease out just a few examples from this complex web of significs, each of the medallions offers a short inscription relating to one of the four properties of the dove. These are then interpreted in the body of the text inscribed on folios following the image. The medallions on the left side of the composition describe the wings of the dove as air color (or sapphire), by which divine contemplation is evoked, and silver, which, in turn, is related to "a discourse of holy exhortation on the tongues of those who teach." 63 In each instance, Ohly draws out the larger implications of the colors of air and silver, finding inspiration in Hugh of Folieto's tract, the Bible, and other textual sources.
The dove's sapphire wings are oriented upward to the heavens, according to Ohly's reading, since sapphire generally refers to the color of the sky, or air. Just as the bird's wings are directed to the heavens, so, too, is the mind of the beholder directed toward heaven. 64 Ohly develops a similar reading in relation to silver, here drawing from Hugh's text and modern proverbs grounded in medieval exegesis to interpret silver as referring to "the speech of Christ, the church, the preacher, and the individual soul." 65 At this point in his exegesis of the dove painted on the page, Ohly returns to his maxim that colors are not things but the properties of things:
Since a color is not a thing per se that possesses any property other than itself, it assumes a significance only by means of some other thing that has the color-as one of its properties-and determines the direction of the color's signification on a given occasion. . . . The significations of colors emerge by way of things that have color as a property; the significations of colors that are specific to a particular thing, by way of the things they specifically belong to. If a thing's world of signification develops from the aggregate of its properties, that of the property "color" develops from the aggregate of things to which it may refer. 66 Here Ohly posits the signifying life of color in things‚ including flora and fauna as a profoundly relational hermeneutic economy. Just as the color white has no existence per se but instead is recognized as a property common to a number of res, so the medieval significationes of the property "white," like the meaning of all white res significantes (or Bedeutungsträger), cannot be understood as a conventional imposition of signification. In Ohly's account, the medieval meanings of "white" exist in a dialectic relationship to the meanings discerned in the universe of "white things." In this fashion, he describes a dynamic hermeneutic field in which Bedeutungsträger come into semantic intelligibility in relation to other meaningful res, a relation organized by perceptions of likeness and dissimilarity. 67 The remainder of Ohly's analysis is a magisterial account of how the formal arrangement of inscriptions in the picturewhat is on the left and right, top and bottom of the page-relates to the figure of the dove and, ultimately, to the beholder's contemplation of the active versus the contemplative life, mediated by Hugh's interpretation of doves and other birds in the remainder of the manuscript. Ohly, however, stops short of reading the colors as relating to each other pictorially or in formally significant ways; rather, he tries (hypothetically, at his own admission) to find meaning in their juxtapositions throughout the page by reference to textual sources. 68 From an art historical perspective, Ohly's analysis is curiously abortive, refusing to engage with the images he interprets on their own terms. He would seem not to recognize how each representation of Hugh of Folieto's dove involves specific pictorial and chromatic configurations set in formal relations generative of aesthetic (i.e., sensual) responses in beholders, in addition to functioning as contemplative or didactic aids. For Ohly, the colors from which Hugh of Folieto's diagrammatic dove is fashioned are always, in some manner, already determined by a text, and their relational sensus is best arrived at by way of an exegetical excursus into the domain of textual tradition.
If we pursue a reading of the page beyond the limits of Ohly's analysis, we might observe that the painted dove rests at the page's center on a brilliant red ground, its silver wings and gold and black tail standing in marked contrast to the red and green that vibrate chromatically throughout the diagram. The colors actively guide the beholder through the page by providing visual connections between the dove and its diagrammatic habitat. The gold of the tail, for example, also defines the inner circle of the four medallions occupying the corners of the page, and the silver at the tip of the dove's blue wings appears again in the wavelike border that frames the entire scene and relates it back to the dove. In fact, as Ohly argues, following Hugh, the border should be read as an outline of the dove itself, especially if one reads the golden dots at the top of the page as the diagrammatic bird's eyes:
The picture relates the upper and lower central bar to the eyes and the feet of the dove. From the bottom up (reading from the right) we read "rubor pedum cruor martyrum" [the red of the feet the blood of the martyrs], and above, "oculus croceus maturitas sensus" [the saffroncolored eye the ripeness of perception]. The eyes and the feet emphasize the top and the bottom of the picture of the dove, which is also a dove.
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Where the text and painted image do not correspond, Ohly's analysis stalls. The text indicates that the dove's feet are red in conformity with the blood of the martyrs (rubor pedum cruor martyrum), and yet in this image the painted dove's feet are black. 70 Ohly cannot reconcile this discrepancy, suggesting that perhaps because the dove is situated on a red ground, the red feet were not necessary. 71 Yet, surely the decision to paint the dove's feet or the contrasting ground behind them red (or not) was an artistic one: in a gesture of independence from textual prescription, the illuminator of the Paris manuscript chose not to paint the feet red, electing instead to employ that color in the circular field behind the avian form. A different artistic choice was made in a later manuscript of Hugh's text, the Lyell Aviary (Oxford, Bodleian Library, MS Lyell 71, fol. 4): here the feet of the diagrammatic dove are red, set against a bright blue ground (Fig. 4) . 72 In this instance, the illuminator followed the textual description of the dove, while the painter of the Paris manuscript chose to deviate from the text. In chromatic terms, as in every other formal respect, each painted dove is unique to its manuscript, produced, quite materially, by discrete, voluntary artistic acts that are simultaneously, at least in their potential effects, hermeneutic interventions in the visual tradition. Indeed, Ohly would seem to lay the groundwork for understanding each painted dove as a specific constellation of signifying properties, a unicum that nonetheless participates in a powerful tradition of medieval significs. Given Ohly's reading of the dove in the Paris manuscript, we are confronted with the question: Does this specific representation of a dove painted in this manuscript actually matter to his analysis at all? Or are the text and the living "natural" bird that is the text's exegetical object all that matter in the end, the painted image simply the residue of a didactic exegesis of one creatura named in scripture and living in the world? 73 If, on the one hand, the response to this question is negative, how, then, are we to reconcile Ohly's detailed analysis of the importance of the dove in medieval exegesis and the seemingly diagrammatic, even mnemonic, character of the illuminated page, a visible object intended to lead its beholder to a contemplative state through the dove painted squarely in the center of the page? If, on the other hand, this particular, painted dove does in fact matter, how are we to reconcile the differences between text and image we have observed? These are important questions that put pressure on Ohly's reliance on the written word to elucidate pictorial res, questions that reveal the methodological boundaries of Ohly's work. 74 In what might be his most ambitious work of art historical analysis, Ohly again relies on the word as the starting point for the structuring of meaning. However, in this case the res he chooses to analyze is the entirety of Siena Cathedral, not an exegetical manuscript, and the muted forms at stake in this investigation are not simply pictorial but also spatial, architectural, and sculptural.
In "Die Kathedrale als Zeitenraum: Zum Dom von Siena," Ohly attempts nothing less than an analysis of every aspect of Sta. Maria Assunta's decoration-from pavement to cupola, from numerology to cosmology-to demonstrate how medievals considered the sacred space of a church as temporally grounded in the history of salvation. 75 Forgoing any attempt to elucidate the properties of things, ordinarily understood, in this essay, Ohly is concerned above all else with how space structured meaning. Working from Hugh of St. Victor's description of Noah's Ark (De archa Noe, ca. 1125) and Adam Scotus' twelfth-century commentary on the Tabernacle (De tripartito tabernaculo)-two works that Ohly believes took the form of physical paintings-among others, Ohly reads the built cathedral against textual interpretations of spiritual structures in order to perform an exegesis of the building as a whole. 76 Taking these texts as a starting point, Ohly moves seamlessly to an analysis of the duomo's inlaid marble pavement. Reading the space of the cathedral as a representation of Christian time, he sidesteps an actual, physical, and phenomenological understanding of the cathedral as an architectonic space-one that a beholder would have to move through, not instantaneously, but over time, to contemplate the history represented within and by the building. This avoidance of the material, phenomenally temporal dimensions of an embodied experience of the cathedral as a built structure and space is explicitly justified by Ohly; he asserts that his text-driven approach is a "clearer" way to explain how the cathedral represents the temporality of salvation: "the pictorial representation of historical happenings speaks more clearly of the progression of time than does architectural form that does not interpret itself." 77 This is a strange claim: How precisely do architectural, sculptural, and pictorial forms offer themselves for interpretation or perform interpretative work if not formally? Ohly does not offer any real explanation for his curious comment. And yet, a more rigorous formalist account of one scene in the pavement of the cathedral would seem to offer considerable support for the typological reading Ohly pursues. In the depiction of the Pact between Elijah and Ahab designed by Domenico Beccafumi (1486-1551) (Fig. 5) , located in the center of the crossing defined by the hexagonal arrangement of inlaid marble pictures, the figure of Elijah pointing to the sacrificial steer is on direct axis with the high altar, set just three slabs to the east (Fig. 6 ). In situ, as Elijah points to the steer, his gesture formally relates that sacrificial beast to Christ's sacrifice on the altar. The fact that the dead tree in the far background of the paving slab featuring the prophet is also directly on axis with the high altar and given the shape of a cross makes this point in terms that are simultaneously visual, spatial, and typological. Although Ohly recognizes that Elijah gestures toward the high altar, he does not build an account of formal typology from it, something, we will recall, he lamented in 1982 was missing from art history. 78 Ohly reads the fifty-nine inlaid marble slabs that make up the duomo's pavement program as an "open book" that lays bare the history of salvation up through the period of Christ's infancy. 79 In his analysis, the pictures extending from the forecourt to the crossing, populated with pagans and Jews, delineate the prehistory of Christianity and are prophetic in nature. A history of the Old Testament from Elijah to Moses, with a few typological depictions from the New Testament, fills the area between the crossing and the high altar, driving the program's typology toward the apsidal area of the space, in which a representation of the Sacrifice of Isaac lies at the foot of the high altar. 80 As he parses this program, Ohly little engages the pavement as a series of visible forms, despite his earlier claim to the contrary that "pictorial" forms present temporal progression "more clearly" than architectural forms. Instead, he again relies on texts-in this case, the inscribed banderoles featured in each paving slab-to elucidate the salvific and exegetical themes of the floor. For Ohly, the short texts incised into the cathedral's pavement do a job similar to the inscriptions that punctuate the painted pages in manuscripts of Hugh of Folieto's
De tribus columbis:
This book [i.e., the pavement] asks to be read for its content, like a chronica mundi of the first five ages of man. From the portal to the altar, almost all the pictures-even in the sixteenth century-have a banderole let into the marble, without which the prophecy of the pavement would be almost mute. Pictures and words form a unit. A purely formal look at this work of art would lead past it into a vacuum. 81 Ohly's reading of this Sienese "open book" does not stop with the cathedral's floors. To understand the totalizing nature of the building as a site of Zeitenraum, Ohly continues his analysis with a reading of the vertical elevation stretching between the floor and the cupola as figuring the New Testament, in which the cathedral's columns, pillars, Nicola Pisano's pulpit, and the statues of twelve apostles and eight candelabra that adorn the pillars all play a role. Finally, Ohly reads the cycle of terra-cotta busts of popes from Peter to Lucius III (d. 1185) that adorn the cornice and form a band around the entire space as representing postbiblical time, extending into the medieval present. Ohly finds patristic authorization for his commanding exegesis of both the horizontal and vertical aspects of the cathedral as a total space of Christian salvation in a remarkable passage from Gregory the Great (ca. 540-604) concerning the temple of Ezekiel. Describing how the gate of the temple of Solomon denotes holy scripture, Gregory explains that its width (latitudo) at ten cubits is less than its height (longitudinem) at thirteen cubits because the width represents the Old Testament, and its height the law under Christ:
What, therefore, was the width of the threshold of the gate if not the law of the Old Testament, and the height of the gate the grace of the New Testament? . . . The lesser orders were given to the Israelites through the Law, when Moses spoke to them in the field [Exodus 19 :7] . The Lord gave higher orders to the Holy Apostles, when he taught them the commandments of life from the mountain [Matthew 5:17] . . . Hence the law is understood which lay along the width [i.e., the horizontal dimension of the gate], and which rose up along the height [i.e., the vertical dimensions of the gate]. 82 As Ohly continually returns to textual sources to explain the experience of architectonic and pictorial works, we cannot fail to recognize that his powerful elucidation of medieval significs has its own curious blind spots when it comes to the interpretation of visible and material forms. 
Conclusion
If Ohly's magisterial account of medieval significs often seems to falter when confronted with the specificity of individual works of art, their insistent and irreducibly individual material presence and predication, his work nonetheless powerfully reveals how much we have yet to learn from medieval sources-both verbal and nonverbal-about the production and experience of meaning in the Middle Ages. The essays that follow critically engage with Ohly's insights, while proposing readings of medieval objects, materials, and material processes that insist on the contingency of meaning production and the signifying power of artful forms. This special issue of Gesta offers a series of selective views of what art historians might gain from Ohly's penetrating vision of the expansive, materialist practice of medieval significs. If Ohly's moments of hesitation or "muteness" in the presence of difficult and seductive medieval works of art may give us pause, it is our hope that in those silences art historians will find the space to articulate our own "object lessons" in dialogue with Ohly's generous pursuit of a cultural philology adequate to its polysemous, polymorphous res significantes. 
NOTES

